Abstract: This article discusses Indigenous literary activism in the Americas. We address the defense of oral tradition proposed by Gerald Vizenor and Davi Kopenawa to focus on how literary writers Tomson Highway in The (Post) Mistress (2013) 
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Tomson Highway and Daniel Munduruku: Tricksterism and Literay Activism in the Americas
Fur Trade" (1978, p. viii) , and in this war, I would be definitely positioned as someone who represents the Whites who recreated the New Fur Trade according to their rules. In his article "Is another cosmopolitics possible?", Mario Blaser calls attention to this issue when he addresses the difficulties and the dangers involved in the attempts to address and/ or represent the viewpoint of subjects that inhabit a different cosmovision, as it always involves a process of translation. Indians and whites in the New Fur Trade (1978, vii) , Anishinabe writer and critic Gerald Vizenor compares the arrowmaker to the wordmaker, saying that the wordmaker shapes his words in the oral tradition with the same familial dedication that the traditional tribal arrowmaker turns his arrows on his teeth. Vizenor addresses these two concepts to highlight the importance of literary activism, in which the writer becomes the wordmaker that survives in the "word wars" when he recovers and translates his oral tradition and sacred memories into the written text.
This awareness about the role of Indigenous writers as wordmakers is also present in the book The falling sky: words of a Yanomani shaman (2013), by the Yanomami shaman Davi Kopenawa from Brazil and the French anthropologist Bruce Albert. This collaborative translation and publication is a defense of oral tradition and the power of the spoken word, which brought the Yanomami cause to international attention. Kopenawa asked Albert to help him "draw his words" in a book, setting his spoken words on paper Rubelise da Cunha (which he calls "image skins" or "paper skins") in the white man's language ("ghost talk") to spread them throughout the world (p. 11-13) 
she can do that because she is materially dead, but in a spiritual dimension she acts as this messenger between the material and spiritual realms.
What is singular in this play is how Highway describes Canada and Canadians as part of a transcultural reality in which English, French and Cree are intertwined and Western and Indigenous cosmovisions are integrated. Marie-Louise has franconphone and Indigenous ancestries, since her great-grandfather, Lucien Boulanger, married a Cree woman. Moreover, she strongly inherited Cree culture so that she becomes a spiritual entity -the trickster, and continues to interfere in the material world. The narrator/storyteller assumes the role of the wordmaker and reminds the reader that "we don't see only with our eyes, but also with our tongue. It is what gives us taste and knowledge, and here in our land there used to be many tastes and knowledges that enrichened our people" (2010, p. 55) . Munduruku recovers the origins of the word Butantã, which is the neighborhood where the Butantan Institute is located, a biologic research center world-renowned for its collection of venomous snakes. The narrator recovers the story his father told him to explain why snakes are dangerous. In Munduruku mythology, the reptiles were once the only owners of the night, so that many tricks were necessary to convince them to share the night with humans. That is why the snakes were "magic beings, which were always trying to take back from humans the night that was once theirs" (2010, p. 38) . The storyteller recovers his fearful memories of the snake, as well as he identifies himself with this magic entity. When he tells about his first job as a teacher in São Paulo, he compares himself to the serpents that crawl and disguise themselves under the wood planks in search of food, since they transform themselves in order to survive: "In my serpent way, searching for the planks in which I could find food and raw material for my flute, I developed my way of seeing São Paulo to take from it whatever is possible to keep the sky in balance, avoiding its self-destruction" (2010, p. 43) 4 .
In Chronicles of São Paulo, Munduruku recognizes the role of the Indigenous writer as addressed by Vizenor and Kopenawa: a "word warrior", a wordmaker that shapes his words in the oral tradition to resist colonial discourses. The narrator stresses that he became "a passer-by and turned the boat into train, the bow into words, the forest into plank, the darkness into electric light, the reserve into the city. I did not leave my territory to go to the city. I transformed the city into my territory" (MUNDURUKU, 2010, p. 43) .
It is notable that, in both Highway's The (post)mistress and Munduruku's
Chronicles of São Paulo, transcultural movement and transformation are part of the survival of Indigenous subjects and their cultures. In the quotation above, the narrator of Munduruku's narrative defends his insertion into the metropolitan center as a form of appropriation of Western culture, in a sense that his presence in the city of São Paulo "indigenizes" the urban space to make it his own. When he compares himself to a serpent in constant transformation, he also reminds us of trickster narratives of the anaconda spirit in the Amazon region in which the change of skin is a way to survive and resist (de Souza, 2001; Cunha, 2014; 2017) . In Highway's play, it is Marie-Louise's trickster act of transgression by reading the letters through the envelopes that shows the survival of Cree knowledge when in contact with English, French and Latin American cultures.
Transformation and survival are in the nature of the trickster figure, as Lee 
